


Fig, 36: The circle around the duck is assumed correctly as 
the cartouche which has been used for the glorification of the 
royal name of the King ZaS8aratha (MIC 93). The circular 
drawing of the cartouche and the pre-enveloped reptilian shape 
of the letter Z fix up the date of the King round about 3000 B.C, 
The enveloped form of Z has the sound-vatue of Y (MIC 96). 
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Fig. 35 : The seal 
MIC 409 contains 
the name of the 
goddess Lakshmi 
which it spells as 
L-KKie. The in- 
dex-vowel long i- 
kara, used at the 
end of the word 
as final sign, is 
in fact a dipthong 
of Iand E. From 
MIC 458, we 
have the name 
Yw-7-L- KKie, 
Ywata - Lakkie, 
the goddess Lak- 
kie who bestows 
longevity) ; from 
MIC 467, Ku- 
LL-KKie, Kula- 
Lakkie, the god- 
dess Lakkie of 
—— the family) ; 
HE-KK-LL|-RA-A- NI-BA from MIC 431, 
MM. Vv VY BAI-N1 - A- Ra- 
' DLL-KKie, (Bani- 
arala-Lakkie, the goddess Lakkie of the businessmen). In India, the goddess 
Lakkie (modern form Lakshmi) is still worshipped under these names. The 
fish-shaped L has been marked with an oblique tick in 431 and 467 to indicate 
that the sign should be taken as “double”. The tick-mark on the body of 
the human figured letter on the Seal MIC 321 does not pictorially indicate 
the generative organ of the figure but technically nota bene the double quality 
of the sign (MM). But when the sign Y is marked with an oblique tick, it 
does not indicate the “double” (YY); but a reversion to the old but hard sound 
of Z (MIC 447). 


“LAKKI” THE GODDESS OF WEALTH 
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PREFACE 


This little brochure, like the Memorandum No. 1, will 
occupy a place of honour amongst the archaeological books 
by bringing to light, with a great impact, important facts 
which Indian history was from time to time yearning for. 
It lifts the mysterious curtain hiding from our eyes many a 
significant episode of Indian civilization. After decades of 
study and scientific decipherment of the Indus script, Mr. 
Sudhansu Kumar Ray, Junior Field Officer of the Crafts 
Museum, has meritoriously restored to us several millennia 
of our unknown history by giving meaning to the mute 
inscriptions of the Indus Valley which for the last forty years 
remained unintelligible to us. 

Whatever assistance may be offered to Mr. Ray will 
not only form a tribute to his abilities and determination 
to continue the work but, will also be an encouragement in 
* his sincere and courageous pursuit of knowledge to under- 
stand the basic language of this subcontinent. 

I am happy to introduce Memorandum No. 2, dealing 
with comparative philology. 


Thapar House, 
Janpath, New Delhi, Ajit Mookerjee 
June 7, 1965 Director, Crafts Museum 


CONTENTS 


I Introduction es ee 9 
II Perspectives of the Brahmi Script fs 19 
III Toll (Grammar School) Tablets a fae 
IV Comparative Study of the Script = 30 
V_ Appendix es et 56 
ACKNOWLEDGMENTS 


The cost of printing of this brochure on the Indus script has been 
met out of the generous donations from anonymous American and Indian 
friends. Thanks are due to Shri A. Ghosh, Director-General of Archaeology 
in India, for his kindness in permitting me to reproduce a few photo- 
graphs of the seals from Mohenjo-daro and Harappa. Thanks are also 
due to Shri L.C. Jain, Shri Ajit Mookerjee, Mrs. Ruth Reeves, Mr. B.B. 
Lal, Dr. M.K. Roy, Prof. Rames Basu, ShriT. Keshava Rao, Shri J.R. 
Luthra, Shri J. Saksena and Shri N.D. Mastana for their unfailing 
encouragement. 

Donations from Shri G.D. Birla and Shri B.K. Birla enabled me 
to meet the preparation cost of the drawings included in this book. 
Without their help the printing of the book would have been held up for 
a longtime. I must thank Mrs. G.J. Watumull and other members of 
the Watumull Foundation, Honolulu, U.S.A., for awarding me the G.J. 
Watumull Memorial Prize in Art and Archaeology for 1964 on the basis 
of my books on the ritual art of Bengal and the first memorandum on 
the Indus script. It is very significant that the late G.J. Watumull origi- 
nally hailed from Sind in which Mohenjo-daro is situated and with which 
my research work is primarily concerned. 


lam proud to say that I have already received learned and com- 
petent guidance from the great intellectuals of Great Britain, including 
Mr. C.J. Gadd, Prof. J.H. Hutton, Prof. A.L. Basham, Dr. R.O. 
Faulkner, Prof. W.B. Emery, Dr. I.E.S. Edwards, Dr. A. Biver, Dr. 
H. Saggs, Dr. F.R. Allchin, Prof. C.F. Haimendorf, Prof F.E. Zeuner, 
Mr. J. Boardman, Mr. John Irwin, Mr. W.G. Archer and Mr. D.E. Barret. 
I was amply rewarded by the discussions that I had on my problems with 
Miss Gauri Chawdhury, an Eshan Scholar of the University of Calcutta, 
and a keen student of Vedic Sanskrit at the University of London. 

My thanks are due to Dr. Kalidas Nag, Prof. M.L. Sondhi, 
Smt. Madhuri Sondhi, Shri Adrish Banerjee, Dr. P. Banerjee, Prof. D.P. 
Ghosh, Prof. V.S. Agrawala and Prof. A.S. Dani for their kind advice 
and comments. I am thankful to the staff of the Zodiac Press for 
taking special interest in Printing my book Mention should be made of 
Shri N. Guha, Shri N.N. Ghosh, Shri S. Deb, Km. Jharna Mitra, Shri 
Prasant, Shri Man Chand and Shri Projjal Dutt, who have helped me in 
the various stages of printing of the book. Iam also indebted to a 
student of Sanskrit for composing a sloka for the text. 


S.K. Ray 
July 20, 1965. 
DG-817, Vinaynagar (main), 
New Delhi-3. ‘ 





Nation. 


FOREWORD 


BY 


Dr. RAYMOND O. FAULKNER 
Special Lecturer in the ancient Egyptian Language, 
Fellow of University College, University of London 


The decipherment of the Indus Valley script is a task 
of major importance not only to Indian archaeology but 
also to comparative philology, and it is highly desirable that 
funds should be made available for the prosecution of this 
task. 


Mr. S.K. Ray who has devoted much ‘study to this 
script, has consulted me in University College, London.' I 
am sure that he is attacking his problem by sound methods, 
and if enabled to continue his studies by a financial grant or 
grants, bids fair to make an important contribution towards 
the solution of the script of the Indus Valley.’ 





1 [ consulted a few indologists also during my stay in the U.K., to 
check up my work on the indigenous and local aspects of the Indus script. 
I take opportunity to quote from Prof. J.H. Hutton, an undisputed 
authority on Indian anthropology, which may please be read along with 
Dr. Faulkner’s recommendation cited above as its complementary : ‘““Your 
method of approach to the problems involved in translating it seems to 
me to offera better chance of success than any other yet tried andI 
sincerely hope that you will be enabled to carry on your research till 
success is complete.”—J.H. Hutton, new Radnor, Wales—16.9.1963. 

2 Egyptologists are very few in the world whom one can count on 
his finger-tips. Fewer among them are those whose subject of study is 
the language and script. One can hardly expect to meet and discuss his 
problems in length with such a scholar who remains preoccupied mostly 
with his intricate research work. It was, therefore, a privilege to meet 
and receive learned guidance from Dr. Faulkner, who very kindly spared 
much of his valuable time for me, specially during the examination period 
of University College. My deep gratitude to this great Egyptologist is 
to be recorded here. 


Yet once more Thee 1 invoke, the lotus-feet 
To adore. What if a devotee dull 

Am 1?0 vouchsafe me Vani, with 
Thine form all dainty fair !__As alight thou didst 
On Valmiki’s lips-so graciously ! 
As on thine lotus-seat, when in th’ forest 
Deep, with a wilful shaft the fowler pierced 
A heron fond, dallying with his mate— 
Deign to shower alike thine dower on me, 
Thy servant suppliant. Who ever can 
Thy glories fathom in this universe wide ? 
Thy touch doth turn a poison-tree 
To a sandal lovely ! Alas, Mother ! 
Have I such a talent to merit they boons ? 
Yet, of all her sons, him she loves the best 
The mother tender, who’s the most unworthy. 
Come, then, Delighter of the World benign ! 
In my heart appear !_ And I shall chant 
An Epic grand, steeped in thy radiance 
Soft. Descend and me inspire! Thee too 
I hail, Heavenly maid, O thou 
Imagination sweet ! Build thou thine hive 
Exquisite ! Let the World enjoy the nectar 
Delicious ! 


—MICHAEL MADHUSUDAN DUTT (1824-73) 
(Translated from Bengali by 
Shri Umanath Bhattacharya) 





I 
INTRODUCTION 


Under the grove of Simula trees (Simaialla-vana-a), 

The bull (basa) chews cucumber (?) (kakadhata-chima-a) 

While guards of the Union Government (Bairakkidana) 

Are eating pan (pana-khaisuda) and snarling (khakha-a) at times ! 
—A reconstruction from the Indus-valley inscriptions. 


Since the publication of Memorandum No. 1 in December, 1963, 
great enthusiasm has been roused among the Orientalists all over the 
world regarding my methods of study of the Indus script. ‘‘...your most 
interesting article on Indus script,” wrote Prof. Giuseppe Tucci from 
Rome on February 5, 1964, ‘‘I have greatly appreciated. While congratu- 
lating you on your learned contribution in this field of studies, I send you 
my best regards, and all good wishes.”” Iam glad to quote from Prof. 
Tucci’s letter because it has truly voiced many top ranking Orientalists of 
the world who have conveyed their congratulations verbally or in writing. 
It was then agreed that a good beginning had been made.!_ But I regret 
that it has also given rise to the wrath of a few pandits belonging to the 
old school of philology in India, who have utterly failed to grasp the 
real significance of my first Memorandum. “Who told you that there was 
any difficulty in inscribing the signs for want of space on the seals ?”— 
an Indian Professor of Art shouted excitedly. I did not argue with 
him but consoled myself as Dr. Jung had done by resolving that the 
Professor did not understand it any more than I did. It is useless to argue 
with such persons who have not even seriously read the three large 
volumes of Sir John Marshall’s book, Mohenjo-daro and Indus Civilization. 
I realised that the learned Professor neither had carefully looked through 
the plates in MIC nor cared to remember a single line from its masterly 
texts on the script written by Marshall himself and his collaborators 
Mackay, Langdon, Smith and Gadd. I must frankly say at the outset 
that these two Memorandums should be taken as bhasyas (commentaries) 
on the three volumes of MIC, for my comments and criticisms are based 
mainly on the findings of these five great scholars, which have been largely 
interpreted therein. Those who have not learnt by heart what is already 
written there, my commentaries would naturally remain unintelligible to 
them. 


1«7T have read carefully your most interesting and thought-provoking 
brochure (Memorandum No.1) on the Harappan script and I must say 
that it has impressed me most deeply...... I expect with impatience .the 
second Memorandum,” wrote Prof. Kamil Zvelebil from Praha on 18.2.1964. 
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With superficial knowledge of Indus script, one would naturally fail 
to understand the methods of decipherment and the drawings and charts 
analysing epigraphical materials of so complex nature. On the other hand, 
a scholar, who has practically handled the script for a long time, will 
certainly find my work profitable. With all its faults, Memo. No. 1 has 
thrown new light on the traditional values of the script, which have been 
readily recognised by the expert Indologists both Indian and foreign. 
Prof. A.S. Dani, Head of the Department of Archaeology, University 
of Peshawar, West Pakistan, remarked : ‘‘The pamphlet isa memorandum 
No. | containing a brief résumé of thesis on the interpretation of the Indus 
script. After the initial efforts made by Gadd, Sydney Smith, Langdon, 
and Hunter to recognise the Indus signs, Mr. Ray has further advanced our. 
knowledge and placed before us the different components in the formation of 
the Indus signs. The analytical approach adopted here is the recognisable 
principle in the palaeographical world. I entirely agree with him and 
accept his important discovery of the two main principles underlying 
the formation of the Indus signs, viz.—(1) the accentuation of the original 
signs, and (2) combination of two or more signs—both these principles were 
hinted by me in my chapter on the Indus Script (Indian Palaeography, 
Oxford, 1963, p. 19). My analysis was only exploratory as I had not 
much time to devote to this script, but Mr. Ray has successfully worked out 
in detail and further shown the evolution of simplified forms from the ori- 
ginal recognizable animals or objects. As far as this stage is concerned, it 
is clearly an advance over our existing knowledge.’ To these remarks of 
Prof. Dani, the learned opinion of Mr. C. J. Gadd, one of the pioneers 
to the study of Indus script, may also be added : “Thank you for sending 
me the printed form of your preliminary study of the structure of the 
‘Indus’ script, which I have read with appreciation. It seems to me that 
you have carried further the analysis of the signs as compounds, a 
principle which, as you duly observe, has been noted from 
the beginning; and you have shown that such a principle is fully 
traditional in the Indian system of writing. Thereby you have madea 
useful advance in the study of this script.” I am quoting from these two 
experts of Indus script because, Memo. No. 1 has brought from the 
most eminent palaeographers of the world a big prize for mother India— 
a recognition for the glorious beginning of the tradition of her writing 
system five thousand years ago! The reader must, therefore, acquaint 
himself with the “traditional values” of it from the very beginning, other- 
wise, his entry into the structure of the script will certainly be delayed. 
On the basis of the systematic evidences of Indian traditional 
writing, ‘‘the clogged door of Mohenjo-daro”’ can only be opened. 
There is no escape from it. It is, therefore, desirable that I should say a 


* Ancient Pakistan, Vol. 1, 1964 (Peshawar), pp. 142-143. 
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few words again on the significance of those points which I had discussed 
in Memo. No. 1, for the benefit of the reader. 

The pivotal point that has been brought to the notice of the Indolo- 
gists is the matra (index-vowel) system used for the modification of basic 
signs. Uniform use of certain matras in the Indus script provocates a 
person to presuppose for the existence of the alphabetic signs in the 
inscription (Fig. 6). Dr. V.S. Agrawala, the elder scholar of India, 
remarkedy hs I should congratulate you on this brilliant attempt to 
decipher the ancient-most script of India for which no certain clue is 
available and which have proved a teaser to so many before you. I do 
hope that with this new method of yours of detecting the conjunct letters 
and the existence of matras, you may attain final success in reading the 
labels on the seals.” 

A wise woodcutter, if he can recognise the tree, will bring back only 
the sandalwood from the jungle. Similarly, from the jungle of signs, we 
should try to recognize at first the ‘alphabetic or alphabeto-syllabic” signs, 
if they are there. I have suggested earlier that the unaccented basic sign 
of an accented series may be recognised as an “alphabeto-syllabic” 
character which, in lieu of its proto-syllabic quality, is also forming 
conjuncts with other basic signs following an important orthographic 
formula of Indian syllabary. For example, Hindi alphabetic sign @ in 
combination with various index-vowels can form its own accented series 
Viz., a1, f, Fl, FF i, F, FW, F----- etc., as well as can co-operate’ with 
other alphabetic signs to form conjuncts like wa=a-+a. Similarly, we 
see in the Indus-valley inscriptions, that the unaccented basic sign of the 
accented series, shown at Fig. 3 in Memo. No. 1, is also forming 
conjuncts with other basic signs following the traditional methods at Fig. 7 
of the same Memo. It can, therefore, be taken as an alphabetic sign. 
When worked out in detail, such sign series would provide with a 
‘‘detector’’ of alphabetical signs to the students of ancient Indian epigraphy. 

Although, scholars had taken note of the traditional qualities of the 
script at the very beginning of its discovery, no attempts were made to 
define them clearly, because, the number of Indus signs, as listed by Prof. 
Langdon, being more than 288, gave rise to the supposition that the script 
was simply a closed syllabary and not alphabetic. ‘‘Since the Indus-valley 
script has considerably more signs,’’ remarked a reputed philologist, “it 
need not be an open syllabary (e.g. ka, ki, ku) but may include signs 
only for closed syllables (eg. Kak, kik, kuk).”’ We shall see that this 
supposition is quite unjustifiable. Traditionally, Indian “‘alphabet”’ is 
having both alphabetic as well as syllabic quality,? namely “K’’ ( 4 ) lies 





8 In this connection the reader is requested to refer to the most 
important book, Phonetics in Ancient India by Prof. W. S. Allen, 
(London, 1953). 
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dormant inKa(#@). It is really “‘alpha- 
beto-syllabic’’—something like a soldier 
“standing at ease and in attention”. 
Proto-syllable Ka never looses its funda- 
mental alphabetic quality of ‘““K’’, which 
it exerts at required times, especially at 
the time of forming conjuncts with other 
basic consonantal signs and during the 
accentuation with index-vowels. As such, 
a single character of Indian alphabet may 
alone have 14 (adjuncts) x 34 (consonantal 
pointers)=476 modified forms. A scholar 
can say that the Deva-Nagari script has 
only 48 signs including 14 vowels and 34 
consonants but, we should know that a 
compositor in a press at Delhi, has about 
350 Deva-Nagari types in his typecase to 
handle with. He cannot compose a single 
line in Hindi with only alphabetical types 
like Ma, La, Ra, Ka, etc., unless he is 
provided with a large number of conjoint 
types for MM, MB, LG, RSA, LLU, 
KNA, etc., etc., (Fig. |). If number is a determining factor, then 
the Indus script cannot be exotic on the ground that there are more 
than 288 signs! 

We know that the dipthongs Zand ©, are the two commonly known 
“compounds”, each composed of two letters (vowels). But how can we 
detect them ? It is possible because we are conscious about the original 
“basic”? forms and shapes of the three alphabetical signs O, E and A, which 
are also independently used in the course of writing. A person who is 
not aware of the original basic forms of the components of these two 
dipthongs and their noncommittal phonetic values, he could easily assume 
that they represent two ‘‘combs” of two different designs drawn by a primi- 
tive artist ! Similarly, a space-saving monogram, a time-saving conjunct and 
a modified character of Indus script are not examples of primitive art (e.g. 
man carrying curd, man holding lamp, man walking with stick, etc.), but 
notations of grammatical enumeration. It is for this reason, I have 
suggested in my first Memorandum, that from the very beginning of our 
study we should be conscious of the original forms and shapes of the 
various components of the ‘“‘compounds” or “‘conjuncts” used in 
the inscriptions on the Indus-valley seals. These ‘‘conjuncts” of 
alphabetical signs are really detaining the scholars at the outskirts of the 
field delaying their entry into the structure of the script. 





mm mb 


Aone 
z+K 








gled from the compounds. 





J + F + D=W 


ig 
or 






or 


a7 a Om ae SG eT 


rsa 


O+E = 
xK Or J+eE 
V+T+T=*¥ 


Fig. 1; A grammar school student in London may be accustomed to use 
dipthongs 4: or @ in course of his writing but the ZK, JE, JFD or VTT conjuncts 
would be nightmares to him. JFD ani VTT conjuncts can be understood in the 
real perspectives only when their component signs J+-F+D orV+T-+T are disentan- 
Similarly, ar epigraphist must attempt to recognise the 
compound signs of the Indus script by detecting their basic elements, otherwise, he 
will be puzzled over the illusory and vexed expositions of them. 
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We must realise that signs having 
alphabetic or alphabeto-syllabic values 
are used here to spell words without any 
reference to their pictorial or ideographic 
meaning. For example, the picture of a 
betel leaf does not convey the ideographic 
meaning of the “leaf of Piper betle, which 
Indians chew with areca-nut parings”, but 
stands for the sound ‘‘pan” or ‘‘pana’’, 
as the name of the leaf is pronounced by 
the Indians, which in combination with 
the alphabetical sign for ‘‘a”, would spell 
the word. pana-a (=pdanaya) meaning 
‘ig drinking’. Here the botanic aspect 
of Piper betle is not the point to be 

~ accounted for but the phone-values of its 
call-name. Specially, the “‘conjuncts” of 
signs, with their artificial and grotesque 
appearance, as we shall see, are unscru- 
pulously drawing the attention of the 
scholars much more firmly to their false 
“apparent”? meaning than to the non- 
committal phonetic values they really convey. They are not sense-signs 
but sound-signs. So far we have remained their victims! The game 
of the “breaking up the compounds” would bring back a scholar to the 
normal, pure and solid philological foundation! We should remember 
that unless one becomes aware of the vijaksharas (root-signs), one will 
remain in the wilderness of the signs! Had we a Panini for the Indus- 
valley language he would have included in his vyakarana the following 
sloka under the heading “Beware of the Vijaksharas” : 
adie ofeasa aded faera a, Goat gataeh yaar fara 
(afacea fafeia aoidtst Gycat) zat arcafeaat Aenfeafagert 1 





kna 
fe 5 


F 

















- Translation:—As the collective value of a ‘‘conjoint sign” is assessed only 


on the individual sound quality of its component parts, a palaeographer, 
in spite of all difficulties, should try at first to recognise the basic signs 
which are forming the “‘conjunct”, leaving every thing aside, as a wise 
ascetic rejects this illusory world and seeks God alone ! 

I have brought together enough indications in Memo. No. 1, to show 
that the people of Mohenjo-daro spelt their words with alphabetic signs : 
together with many picture-signs having only noncommittal syllabic values 
which had no reference whatever to the apparent pictorial meaning of 
the signs. It would, therefore, be useless to speculate for their sound 
values on that basis. There was atime when one could speculate for the 
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meaning of the ancient Egyptian writing on the basis of the apparent 
pictorial value of the hieroglyphs in the way given below: 


II 


The old pandit expired the snake by an angry 
(Saniramurthy), (as a result of) was (also) youngman 

while crossing snakebite hammered (chhokra@) of 

the road, on his leg; to death New Delhi ! 


Today, we know the phonetic value of the hieroglyphs and no one 
would dare to explain them in the way shownabove. Here, the “leg” 
and the ‘“‘snake’’ are the two sound-signs representing two single 
consonants B and Z/D respectively. Discovery of alphabetic or alphabeto- 
syllabic characters brought revelations in the reading of the hieroglyphic 
writing of ancient Egypt. But I regret to say that most of the philological 
interpretations of the Indus-valley inscriptions are no less merited than 
the above explanations of hieroglyphic writing. Like the eighteenth 
century Egyptologists, we have committed once more to the error of mis- 
taking the Indian “hieroglyphs” for symbolical signs with no specific 
phonetic character. So far the Indus script is concerned, we are still 
living in the pre-Champollionic age. 

Let me cite an example from Dr. Ernst Doblhofer’s book, Voices in 

. Stone, (pp. 305-306), in which he has adopted Prof. Meriggi’s interpre- 
tation of signs to the inscription appearing on MIC Seal No. 111 
(Fig. 2). 


According to Meriggi’s interpretation, . 
we are told that sign No. | represents 
“corn” and No. 2 an “Officer”; No. 3 sug- 
gests the “lozenge” shape of the ‘‘table” 
shown under 4. Thus, as Dr. Doblhofer 
told us, ‘‘very revealing readings” had been 
achieved from this series of signs: ‘“‘Corn 
for the Officer’s mess’! It is obvious from 
* the above interpretation that the “pictorial” ° 
MIC Seal No, 111 meaning of the signs has only been account- 





ational 
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Fig. 2: The inscription on the Seal MIC 111 has been compared 
with that of MIC 362. The basic forms of the signs 1 and 3 have 
been shown along with a few of their modified forms (at the 
bottom) to show that they are forming accented series of their own 
by the token of which they are sound-signs and not sense-signs. 


ed for and not their sound-values. Even the existence of alphabetic signs 
has not been suspected. Certainly, we have underestimated the merit of 
the script which belongs to a very highly civilized people in the plastic arts 
of whom “‘are found creations of great artistic value, notwhithstanding their 
small dimensions, the freedom of their shapes seems far removed from 
the rigid patterns of the primitive aesthetics.”* Specially, the designs 
on the seals—the bull, the buffalo, the unicorn—all speak of an aesthetic 
capacity befitting the ‘well-developed and flourishing civilization” of 
ancient India. How can we then think that the accompanying inscriptions 
have been obtained only with the primitive non-alphabetic system of 
“picture writing’ ? Even if it is written with ‘‘pictures’’ we should take 


4 Cf. Encyclopedia of World Art, Vol. VIII, p. 106. 
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examples from the Egyptian hieroglyphic system which has taught us that 
the alphabets could also be written in pictures. The true importance of - 
Memo. No. 1 lies in that it draws attention of the Orientalists to facts 
which are revealing the existence of alphabetic elements in the Indus- 
valley inscriptions. Inscriptions incorporating alphabetical signs should be 
studied in an angle different from the way in which primitive non-alphabetic 
picture-writing is usually interpreted. 

Let us apply my methods of analysis to the inscription on MIC Seal 
No. 111. We know that No. 1 is an accented form of an alphabetic-cum- 
proto-syllabic sign (Memo No. 1, Fig. 3). It is to be noted that the 
same accenting index-vowel which has been set inside sign No. 1 has also 
been used for accenting sign No.3 appearing as the final character on 
MIC Seal No. 362. It is noticeable that in this case the index-vowel has 
been set on the shoulder of the root-sign. The basic unaccented form of 
No. 1 appears on MIC Seal Nos. 188, 125 and on many other seals as 
components. No. 3 appears in its basic form (as it is shown here) also 
on MIC 71, FEM 86, 665 and is forming compounds with other signs on 
MIC 127, 157, 183, 338 etc., etc. As the sign No. 1 is an accented form of 
the “‘basic”’ sign which often takes part in forming ‘‘conjuncts” with many 
other root signs and belongs to its homologous accented series as one of 
the partners, I would like to take it as a modified alphabetical sign convey- 
ing an “open syllable’. No 3 is an ‘“alphabetic-rudiment-cum-proto- 
syllable’, because, it represents the unaccented basic form of the accented 
series of its own and is capable of forming ‘‘conjuncts” with other root- 
signs by virtue of its originality. Sign No.2, the ‘‘Officer’, must be a 
biliteral or triliteral phonogram used here for spelling the word in 
co-operation with the sounds of the two juxtaposed alphabetical signs (No. 
1 and No. 3). As a rule, being a phonogram, it neither forms a 
“‘conjunct” nor any accented series with other signs and thereby always 
retains its independent identity among the others. We can, therefore, 
take it as a “closed syllable”. The sign No. 4 is a space-saving 
monogram consisting of two different signs. The upper part of the so- 
called “table” is again a phonogram (closed syllable) for the reasons 
described above in connection with the sign No.2. The lower part of 
the ‘‘table’’, the cross-shaped ‘‘legs’’ (No. 5) is nothing but the alternative 
form of an alphabetic sign (refer to the drawings at Fig. 11). This sign 
is independently occurring also on MIC Nos. 179 and 203. It has 
nothing to do with a table ! It may be observed from the Seals MIC 405, 
536 etc., that the ‘‘table-top”’ itself is not faithful to its ‘‘legs”’ as it shares 
bed with many other signs too! What I want to say is that the signs 
appearing on the Seal MIC 111 are all sound-signs and not sense-signs. 


Had we a Gardiner for the language of Indus-valley he would haye 
included in his grammar the problem of compounds (with examples) jas” 
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Fig. 3: Various compounds have 
been analysed in this table. Out 
of the ten compound signs, Nos. 
4,9 and 10 are monograms (space- 
saving devices). No. 5 is a modi- 
fied form of a basic sign in which 
a light accenting index-vowel has 
been significantly put. Other 
compound signs are consonantal 
conjuncts (time-saving devices). 
Also refer to Memo. 1, pp. 9-10. 





THEIR COMPONENTS 


ul 
mm 
+ 








nm 
N 
~ 


il 
ati 
+ 
>> 





36 465 
U+O+0+0-4 


188 169 


+ 
o 


458 «91 


BOeoRbe| 
$3 || 


§ Bee Br] 


7) 188 467 


zs 
S 
+ 
~< 


2 
Wu _ 
Pas 
+ 


( + (or) 
10 


WH) = I+ 1719 
Fale 136 x 


ad? 
pS [>> 













the Exercise No. 1: “What are the component-signs of the following 
compounds ? Draw the “basic” forms of those components stating the 
respective number of the seals (at least one for each) in which they are 
independently occurring in MIC” (Fig. 3). 

; From the break-up of the compounds (Fig. 3), it may be observed that 
the sign No. 2 is not a lizard; No. 3 is not a bell; No. 4 does not purport 
“load or load to carry”; No.5 does not depict “corn in a basket”; No. 
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10 does not represent a “table”; etc., etc. but they all are “‘conjuncts”’ 
of alphabetic or alphabeto-syllabic signs ! 

The understanding of the methods of segregation of one sign from 
another of different class and category, on technical grounds, is a 
prerequisite to the decipherment of the script. It will enable us to 
“process” the inscriptions with a view to placing them for “‘reading’’. 
The “processing” will recover the signs. from the puzzling entanglements 
on the one hand and favour a student with the orthographically classified 
signs of the embarrassing inscriptions on the other (Fig. 5). 

The application of guiding principles for identification of alphabetical 
and other signs would naturally depend on the various well-planned 
illustrations bringing all the determining factors to the ‘‘rank and file 
parade”. Here I am really handicapped for want of necessary funds to 
meet their preparation costs, as a result of which, both the Memorandums 
are suffering from inadequate illustrations. For example, the ‘‘sign 
series’? shown at Figs. 3 and 5in Memo. 1, is by no means a complete 
one. For each “basic sign”, drawings of its “‘sign series” should be made 
exhaustively to make the reader completely informed of the various 
movements and behaviours of that particular sign at different positions 
and under changed conditions.® 





’ For example, a single sign (No. 43 given at Fig. 8 in Memo. 1) is 
appearing more than 27 times at different positions and under changed 
conditions in its basic and modified forms on the various seals which have been 
illustrated between the plates CIII and CXIII in MIC, Vol. 111. 


Il 
PERSPECTIVES OF THE BRAHMI SCRIPT 


It has been pointed out by many Indian and foreign scholars, with 
whom I had the privilege of discussing my problems, that the Indian 
traditional scripts—Bengali, Hindi, Gujarati, Oriya, Telugu, Tamil, 
Kannada, Malayalam etc., originated, as have been propounded by Buhler 
and Ojha, from the Brahmi script which Emperor Asoka used extensively 
in his pillar and rock-cut inscriptions in the middle of the 3rd Century 
B.C. If so, how could the line of succession of the traditional scripts be 
traced back to the earlier script of Indus-valley ? There was a time when 
Indian history used to begin with the invasion of Alexander the Great. 
Before the discovery of the Indus script scholars, specially Buhler and 
Ojha, wrote their books emphasizing the origin and developments of the 
Indian traditional scripts from Brahmi. We are to abandon that theory 
now as we have done in the case of Alexandrian theory of Indian history 
asa whole. Indus script, as we shall see, is the ancestor of the both, the 
secular Brahmi as well as the traditional vernacular script of India. As a 
matter of fact, the success of my decipherment of Indus script is dependent 
on the Brahmi alphabetic signs which have been brought to the proper juxta- 
positions with those of the Indus script (Figs. 6, 7 and 8). I have shown 
here that the traditional scripts of India are the direct descendants of 
the Indus script whereas Brahmi was a.diversion from the main stream— 
introduced to serve religio-political purposes of the imperial Mauryans. 
The initiative might have come even from Buddha himself who wanted to 
preach his religion through the spoken language. Did he feel for a simpli- 
fied script also? The Mauryans, the first Indian empire builders, certainly 
took advantage of it for political reasons a few hundred years later. 
However, “its development,” Prof. A. L. Basham rightly observed, 
“must have been at least in part deliberate’’.® Evidently, it was the 
Buddhist theologians and officials who, under the patronage of the ° 
Mauryans, introduced the Brahmi script largely to the people by revising 
the vernacular Brahmanical script for religio-political purposes. Asoka 
wanted that his inscribed edicts should be read by a large audience 
throughout the country irrespective of their caste and nationality. A 
simplified writing system was, therefore, projected from the old but 
cumbrous system of current writing of the country. The revised script 
could be learnt and understood quickly by the people belonging to the 
various racial and linguistic stocks whom the Mauryans had brought, for 
the first. time, under a-single blanket of an imperial yoke inIndia, Brahmi 
is, therefore, representing the imperial (darbari), secular and static phase 


©The Wonder That Was India, London, 1961, p. 396. 
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Fig. 4: A few mono- 
grammatic compounds 
have been analysed in 
this table. They occur 
normally either at the’ 
end or at the beginning, 
except in rare cases 
(MIC 464). Those 
monograms have been 
designed to save space 
like the modern abbre- 
viations and contrac- 
tions i.e. Ltd., Inc., etc., 
etc. It should be noted 
that they are not sense- 
signs but sound-signs. 
For detailed notes on 
monogram refer to 
Memo. 1, pp. 4-6 also. 





of the indigenous script. It should be termed as the “Script of the 
Buddhists”, as opposed to the traditional “Hindu Script”, which 
gradually became obsolete with the decline of Buddhism in India. 
Due to “deliberate” revision, the basic shapes of the traditional script 
had been reduced to their skeletal forms (Figs. 6 and 7) to serve the~ 
very purpose of Brahmi. Thus, the Brahmi script became a~mere “ 
mechanical device to express Indian sound and lost potentiality to give 
Indira Gandhi National 
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any impetus to its contemporary Hindu traditional script which strangely 
survived in the different cultural pockets under the care of the Brahmanas 


NON YAU O-1-0-07 
CO =-K RIA EDIEEDD 


YET (-2+0+0 
ee yy esr 


WFO O-UI0-ON 





Fig. 5: Before it is taken up for reading, each inscription would require a 
kind of processing, as shown above. Here, the component parts of the 
compounds have been brought into the rank and file parade along with 
other single signs so that the inscriptions are relieved of the chaotic entan- 
glement of the formative signs. A scholar then comes face to face with the 
basic reality of the script which normally remains hidden from view due to 
technical and stylistic introduction of the lettering. 
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felt 


Fig. 6 : Some of the root-signs (under No.1) of the Indus script have 
been shown against their modified forms (under Nos. 2 to 14) accented 
with heavy, elaborate and significantly drawn index-vowels (against No. 
15). Compare traditional index-vowels of Bengali (against No. 17) and 
Hindi (against No. 18) with those of Indus-valley (against No. 15) 
and the accented series of Ka of the Agokan Brahmi (against No..19). 

The matras (index-vowels) of Indus-valley have been used over the _ 
original root-signs in accordance with their individual forms and. 
shapes following the present methods of Indian accentuation, whereas 
Brahmi modified forms are made of a ‘‘tick’’ which is an accenting device 
foreign to both the Indus and Indian traditional system. ni Nae 
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in their orthodox pursuits (Figs. 8 and 9). This point becomes more 
evident when the non-traditional “ticking system” of Brahmi, used for 
accenting consonantal letters, is brought between the two accenting systems 
of the earlier script of Indus-valley and the Indian traditional scripts 
(Fig. 6). A glance to the drawings at Fig. 6 will furnish a scholar with the 
conviction that the heavy accenting system of the Indus script has survived 
in the Hindu traditional accenting system more vigorously than in Brahmi 


eeiease es kee 


[enw 











IOP SENL MGs daca WeALanooe 

Fe ibe ee 
PX 

38 json] 2 [sre ron Fiz aon 12¢ 80 FH s40| 549] 15 | MacNee 


Fig. 7 : A few Brahmi characters have been brought between the Indus signs 
and a few alphabetic signs from five Indian traditional scripts, with a view 
to showing that the ‘‘lean and thin” forms of the Brahmi letters are the 
result .of a “‘deliberate’’ revision in the designs of the archaic script. Pa 
is an imitation of ‘‘fishing hook” and others are almost its variants—turned 
up, turned back, turned down, and so on. These “lean and thin’’ charac- 
‘ters, being the weakest version of the heavy and elaborate signs of Indus- 
valley, represent the ‘‘hooxological whims’ of the Buddhist academicians. 
The phonetic values of the signs have been noted here in the Roman script 
with syllable-marks because the Indus script does not allow us to compare 
its signs yet on Indian sound-levels with full accord. It has KH, butno GH, 
has D but no D; has three forms of S, but we do not know who is who. 
The S used for spelling pasu (MIC 38) has also been used for spelling 
sainik (MIC 30). It is, therefore, difficult to line them up precisely on 
Indian sound-system. The traditional GH has only objective reference 
with the Indus G but no subjective reference to connect with. . As such, 
let us judge them on the collective basis at the beginning, viz., the G group, 
the D group, the S group, etc., and thereby give chance to the linguists for 
studying the script without any prejudice. 
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where the “ticking”? methods show merely the mechanical efficiency. 
In Brahmi, the accenting ‘‘tick” has given meanings at given positions 
which are obtained by its clockwise movements. The simple hair-stroke 
design does not confer upon the “‘tick’” any traditional graphic 
value. Whereas the traditional accenting signs have significant shapes 
with more identical features close to the index-vowels of the Indus script 


iks| 6,7, [,| 3] D,/,| Ns] ® [8] Ms imAl tbe | 
Hl Ad [CTA | [D [L1G [Ol re fener | 
SIAL SICIAMET [DN GIO 18TH | 
19] 52 [ao] o |ese[sz lasr|is| © [58 [71 jras|sa2/ acs, 


6, |et;[¥,[P, [TH] ,]14[R,] ¢ lexs] 6] Ns] 7; [Rate 
AIS af OL 5 60/00) > lek A) 7S ar 
TSO [E20 [QfO/a] SAI! |e) seaie | 
[sajamnlipel sa (12 ep)5* fas fee. |>4 [526 | © Peeters 


Fig. 8 (top) : Some of the Brahmi characters have been compared with 
the mechanically segregated alphabetic signs of Indus-valley (Memo. 1, 
Fig. 8). The Buddhists utilised some of the archaic alphabets having 
simplified forms from the Indus tradition (which they certainly knew well). 
As their shapes were graphically fulfilling the very purpose of remodel- 
ling, the Buddhists adopted them intact without much revision. The 
Brahmi script, with those unrevised forms of the earlier alphabetic signs, 
has provided us with a sure basis for the identification of many signs of 
Indus-valley. It may be noted that the Indus Q had been dropped from 
the Indian alphabet during the Sanskritization (revision of the script) and 
was allowed to mingle partially with K, specially in Bengali (Table— 
EJM). Brahmi Ka is the shortened form of KS and has nothing to do 
with either Indus or Indian Ka. 

(Below) : On the other hand, the Brahmanas have traditionally preserved 
many Indus characters in their religious writings undertaken from time to 
time within the various cultural pockets of India by jealously guarding 
them against the religio-political impacts of the Buddhists. Thus, many 
old signs have traditionally survived in slightly modified forms to fulfil the 
functions of the household- Universities (Tolls) of the Brahmanas. We 
have inherited the Indus system of writing in its improved form within the. 
conservative pursuits of the Hindu scholastic tradition. 
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Fig. 9: The Index- 
vowel R-kara, the consonantal- 
pointer R-fala and the “tearing” 
of R-repha are existing, as 
shown here, in the Bengali 
script surprisingly in their 
original Indus form. The use 
of consonantal- pointers (fala) for 
C, B, W, etc., which began at 
Mohenjo-daro, five thousand 
years ago, are still being tradi- 
tionally maintained in the similar 
manner in the local writings all 
over India. Even the Tamil R is 
still retaining its archaic fish- 
design. All these show that the * ; \ 
~ graphic value of the Indian 3 AAA) 
traditional scripts is not less FEM 430 
useful than the Brahmi in deci- 
phering the Indus script. The. traditional Hindu scripts are much more 
richer in conservative usage of ancient forms than the Brahmi which 
is far removed from the tradition. Certainly, the Indian traditional alphabets 
deserve re-examination on the basis of new lights thrown by the Indus script. 





EXAMPLES OF 
HARAPPAN SCRIPT 


Fig. 10: The seal No. H 96 
(Sign Manual, MIC, Vol. Ill) 
from Harappa is having too perfect 
typography. The “‘linear’’ writing 
of Harappa displays the final stage 
of the script. The inscriptions of 
Harappa, therefore, do not allow 
a student to study the script in its 
incipient stages. The first letter 
from left has been identified as the 
predecessor of the Phoenician B. 
It is an aftermath of the pictogra- 
phic sign for the “bee”’ shown in the 
Table—EJM. The Phoenician script, 
as the analytical tables tell us, evolved directly from the Indus script. The 
mipor ent from that point. 
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(Fig. 6). Truly, they are their natural and traditional successors. On 
the contrary, the “ticks’’ of Brahmi are makeshift ‘indexes’ of the 
Mauryan imperialists. Like the hybrid imperial art of the Mauryan 
artists, the Brahmi script of Asoka is a result of shrewd political enter- 
prise of the royal scribes. However, the importance of the Brahmi script 
as an intermediary milestone of Indian epigraphy should be recognised. 
Although, the Brahmi script ushered in major changes, many of its charac- 
ters could retain their preformations due to the linear quality (Fig. 8). The 
decipherment of the Brahmi script began with Da-Na-M, and we can 
now begin to decipher the Indus script with G, C, T, D, N, P, B, M, on 
the convincing evidences produced by it. 

I hope, the reader will agree that the principle of formation of 
compounds, as has been exhibited by the writing system of Indus-valley, 
‘sis fully traditional’. Despite ‘‘all changes in race and language”’, these 
inventions of early Indians have come down to us in their fully developed 

form. 
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TOLL (Grammar School) TABLETS 


Another important aspect of the seals may be discussed here before 
we actually proceed to fix up phonetic values on the script. - It has been 
noticed that the picture of a miniature seal, when photographically 
enlarged, brings forth details of the design to show that the subject of 
the picture is vitally related to the theme of the accompanying inscription. 
The design, with its ‘‘pictorial meaning”, is complementing the ‘“‘philo- 
logical interpretation” of its accompanying inscription. These facts, and 
the nature of the “‘speeches”, as I have understood them, give rise to the 
supposition that the seals were used for the production of educational 
equipment, with a view to teaching grammar to the beginners. The artists 
adopted the “‘designs”’ from the moods and actions of the “faithful, unchangs 
ing and trustworthy’’ life of the animals, which were easily understandable 
to the young scribes, while the teachers took the opportunity of furnishing 
them with the appropriate corresponding “‘captions’’ necessary to explain 
the difficult formulas of the grammar and proper application of scripts. 
It becomes more evident when we come across the seals which have been 
unearthed from the lower levels. It seems there was no system of 
incorporating design on the seals at the beginning. Thereafter, it was 
felt, as we feel now, that the designs would be helpful to the young 
“students of the language” for learning complicated rules of grammar 
quickly through the visual phenomena. Teachers, by arranging systemati- 
cally various seal-impressions, probably used to make a kind of illustrated 
glossary of words with a view to imparting regular lessons. We can 
imagine that these word-books were also beautifully illuminated to bring 
forth interesting results from the drab and dull engravings.?’ The round 
ball-seal MIC Fig. 28 in Pl. CXVI (line drawing of which has been 
given at Fig. 8 in Pl. CXVIII also) has survived the ravage of time to 
tell us the correct use of the illustrated seals. It gives two different 
notations of the modified forms of a written'word ina really miniature 
book. The graphic differences between the two inscriptions may have 
been effected from a single root-word as a result of the application of a 
particular rule of the Indus-valley grammar. Soon we will know it fully. 
For the present, the reader is requested to take note of the designs only 
in which two animals have been shown looking towards the same direction, 


7 In India, alphabet is called varna-mala—band of colours. The name 
might have been derived from the coloured seal-impressions used for 
instructional purposes in ancient India. It seems that each letter had its 
own colour attributed to it, because, a “‘letter” in Indian languages is still 
called yvarna (colour). 
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but from two opposite ‘“‘hemispheres” of the globular seal. The words 
inscribed on the two sides of the “globe” suggest that a kind of gramma- 
tical classification has been ‘‘juxtaposed” thereby. It may be the 
differences between the feminine and masculine genders or northern and 
southern dialects which have bearings on the design. 

FEM 5 and 6 in PI. XCII are the two important and early examples 
of seals (Fig. 25) which are depicting clearly their usage for the purposes 
of instruction. FEM 5 gives the inscription on the reverse while the 
corresponding picture of a “‘strolling park” on the obverse. According 
to my reading system the inscription stands for (from right) G-M-N-C- 
R-Ra-A-M, i.e. gamanacharraam, meaning ‘‘going for a stroll’. Similarly, 
FEM 6 depicts a “‘square” for complementing the caption C-T-L-A-E, i.e., 
chatala-e, meaning a “square” (Sn. chattara). Again, the reader is 
requested to take note only of the designs of the ‘‘strolling park” and the 
“square”. Soon we will see that both—the text and the picture—are 
complementary to each other. 

Seals, when observed through a magnifying glass, show the 
different attitudes of the animals illustrating clearly the theme of the 
inscriptions. The designs were not static at the beginning but, as time 
went on, they became stereotyped and formal and thereby gradually lost 
life and vigour. Specially, the ‘“‘Unicorn School” quickly lost its 
illustrative quality due to enclosing of the ‘‘two horns in one’’, most 
probably for political reasons. It may be observed that each design has a 
peculiar message of its own which may help us greatly when attempts 
would be made to read the explanatory inscriptions. The reader is, 
therefore, requested here to acquaint himself minutely with the designs of 
a few important seals with the help of a magnifying glass while keeping in 
mind the following captions : MIC 370—(the female elephant) “passing” 
urine; MIC 46—(the unicorn) stares at; MIC 19-—(the unicorn) coughs 
out; MIC 25—(the unicorn) listens to; MIC 33—(the unicorn) secretly 
observes; MIC 333—(the bull) with fear in the eyes; MIC 30—(is the) 
soldier coming ? MIC 536—(the buffalo) leaks pan with sound; MIC 542— 
“exhausted”; MIC 15—(is there) the commander of army from the fort ? 
MIC 100—is (it) entering ? MIC 76—(the unicorn) is eating; MIC 246— 
(is it) coming in ? MIC 77—(is there) apprehension of murder ? MIC 93 
(on the cover)—(is there king) Zasaratha? etc., etc. The fixed look with 
eyes open (46), the violent efforts made during the time of expelling air 
from lungs (19}, the craning of neck for secret observation (33), the 
dreadful mood (77), and the benumbed expression (93) of the animals have 
been portrayed with -great exactitude on the seals: to complement the 
messages of the written words. The correctness of the decipherment of 
the script will be determined by the fact whether the pictorial meaning. 
of the accompanying design corroborates with the conveying idea of thi 
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inscription or not. Here, we must be sure, that the “picture” should 
confirm our reading fully by this way or that. 

There are also difficulties in determining the standard form of the 
basic signs due to the presence of ‘“‘calligraphic detraction”. I have 
already given indication that the seals were used mostly for educational 
purposes. Iam sure that the letterings of the many inscriptions engraved 
by young scribes were too bad in comparison with those of mastercraftsmen. 
One of the most interesting seals in which we have a very revealing 

_document is MIC 387. Here we see that a complicated design, executed 
by a masterhand, has been complemented to worthless lettering from an 
apprentice ! Out of the whole lot published in MIC, the Seals 32, 38, 40, 
457, 351 represent the best ‘‘writing” while the Seals 321, 82, 400, 139 
represent the worst. An idea of the standard form of the Indus script can 
be achieved from the excellent typography that has been exhibited by 
these five seals. While facing the carelessly and poorly built scripts, we 
shall have to keep in our mind the high standard of ‘‘callygraphy’” that 
has been exhibited by these five seal-inscriptions; otherwise, a ‘‘detraction’’ 
may be counted mistakenly by us, as we have done before, as a separate 
sign of independent identity. A person who wants to know a vijakshara 
should know it in the correct form also. Once we are acquainted with the 
few basic forms of the ‘‘alphabeto-syllabic’’ characters which have been used 
in the inscriptions (Memo. 1, Fig. 8), the large quantity of signs would not be 
an embarrassing factor to us, because, many of them are only the modified 
or conjoint forms of the same. On the other hand, many of them are the 
variants produced by the faultering hands ! 


IV 


COMPARATIVE STUDY OF THE SCRIPT 


Comparative study of the script undertaken purely on the basis of 
external resemblance with a view to imposing phonetic value on the signs 
is not only a dangerous game but a worthless academic pursuit that often 
confuses the intellectual understanding. The only way of escaping from 
this banality is to bring internal evidences, as much as possible out of the. 
inscriptions themselves, in support of the conclusions to be drawn 
from the comparative study. Internal evidences, when brought out, show 
that Meriggi’s “horse” has come out of a “locust” and his “mortar with 
corn pestle” evolved out of “a duck and a hand” (Fig. 11-A). A stray 
sign may look like another sign from Sumer, Egypt or China, but such a 
formal simile neither creates any confidence for accepting it as an 
equivalent, nor impresses with any historical perspective. It was, 
therefore, suggested in Memo. No. ! that the developmental series of a 
sign should be brought out first, before a comparative study is under- 
taken. A stray sign is a mute witness which, without the support from 
its ancestors and descendants, cannot validly speak for itself. By bring- 
ing together the related signs, I have compelled them to reveal their 
genealogy, and thereby make the signs talk. It would bea great mistake 
if we wilfully impose any sound-value upon an unknown sign without 
realizing the circumstances in which it inhabits. We should re-discover 
the signs in their own habitats. To re-discover the species of signs we 
must know their genesis. To know Man scientifically, we should realize 
that the species had evolved from Pithecanthropes, and in India, it might 
be from Rama-pithecanthropes. 

“In all this widely spread epigraphica] material, ranging from the 
upper to the lower parts of the Indus Valley, and to ancient Sumer and 
Elam, there is nota single text which differs in archaic style from the 
others. The epigraphist has no scope for studying the evolution of the 
script. It represents a standardized and advance stage even at this early 
period...”, remarked Prof. Langdon in sheer disappointment.® This is 
the real handicap on the scholars for studying the script. Specially, at 
Harappa we see that, as if, alino-operator is composing his text from 
a machine with uniformly-built ‘“‘standard” types. The form, spacing, - 
marginal registers and proportions of the lettering have been carried out 
toa large degree of excellence and accuracy at Harappa (Fig. 10). It 
furnishes us only with the late phase of the script marked by ‘‘linear”’ 
typography largely engrossed in accentuations. Even the miniature seals 
which preceded the larger ones exhibit the very developed form of the 


8 MIC, Vol. IT, p. 431. 
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sctipt. Being too perfect, Harappan typography is a useless material to 
the intending decipherer of the script. It is Mohenjo-daro which alone 
provides us with the developmental stages of the signs and the progressive 
achievements of the writing system. Certainly, the system of writing 
had been imported suddenly to Harappa from the south along with the 
miniature seals as its vehicle which was superseded ultimately by the intro- 
duction of larger seals in imitation of Mohenjo-daro. We see from the 
inscriptions that Mohenjo-daro was struggling for the script and Harappa 
for the language. I have, therefore, left Harappan script outside the scope 
of my Memo. except in rare cases where it was found unavoidable. A 
person who will be able to read the inscriptions from Mohenjo-daro 
will also be able to follow those of Harappa. As the script originated 
in the south, we find many pictographic signs with syllabic values 
are occurring among the alphabetical signs in the inscriptions from 
Mohenjo-daro, whereas alphabetic signs are the dominating factors in 
the writings on the Harappan seals. ‘A large number of the original 
pictographs,” noted Prof. Langdon, “have been reduced to meet monu- 
mental forms, which indicates along period of evolution.”® We can 
now see from the five comparative tables included in this Memo. that 
it happened only at Mohenjo-daro. Harappa may be archaeologically 
contemporary to Mohenjo-daro but epigraphically much younger to it. 
As such, the most popular term “Harappan Culture” used to denote the 
Indus-vally culture as a whole, has been nullified partially by these facts. 
Unfortunately, the excavators at Mohenjo-daro could reach only 
up to the inner side of the “‘ridge” and never crossed it to peep into the 
farther side wherein the tradition of the script had been originally aug- 
mented. We know nothing what had actually happened beyond the 
“‘tidge”. Secondly, the “ridge” where much of its preliminary activities 
had been carried out was continuously disturbed by tribal warfare result- 
ing in the destruction of many documentary seals. This is evident from 
the Seals MIC 488, 397. 260 etc., etc., which are mostly found broken 
into pieces due to ruthless handling by the quarreling tribes (Fig. 31). 
These broken seals are containing the most important archaic forms of 
the signs. Most of the seals, bearing archaic style, must have been lost 
or have still remained buried under the earth. Whatever may be the 
case, Mohenjo-daro should be given credit for giving birth to certain 
scripts and their nursing (Fig. 11-A). It is Mohenjo-daro alone which 
has given us chance of unrolling the whole panorama of epigraphical 
journey of the Indus script from the beginning to the end (Table—SJM). 
However, the available materials have been classified into two main 
groups : (a) OD-I, and (b) OD-II for the purpose of comparative study. 
As the (O)xford (D)ictionary gives different meanings of a single word 


°Tbid. p. 427. 
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under figures 1, 2, 3 etc., indicating a total shift from one another, picto- 
graphic stages of asign have been differentiated from its alphabetical stages 
(when, as “‘alphabet’’, it forms ‘‘conjuncts” with other basic signs and 
forms ‘‘accented series” of its own) under these two terms (Table—SJM 
and Fig. 11-A). OD-I includes three ‘‘artistic sequences” of a sign, viz. 
(1) PICTORIAL, (2) ARCHAIC and (3) TRANSITIONAL. The natural 
and fully plastic form, in which the ‘‘object” originally began to exist 
in an identifiable state, has been termed as PICTORIAL. The 
ARCHAIC form retains all the natural phenomena of the preceding 
sign but partially admitting linear modelling and cramping in the shape. 
A summary drawing of the object has been introduced completely in linear 
drawing during the TRANSITIONAL stage of the ‘archaic’ sign. 
Its natural shape is then “abstracted” for obtaining an easily and quickly 
written form. It marks the last stage of a pictographic sign classified 
under OD-I. The “‘transitional’’ form is responsible for giving birth to the 
alphabetic sign noted under OD-II as DERIVATIVE. For example, 
the alphabetical sign for “‘F’’ in MIC 107 evolved out of the “transitional” 
sign in MIC 67 by eliminating its linear details. (Fig. 11-A). We shall see 
that in 67 the sign is having a long syllabic sound as its value, whereas 
its derivative is having only the initial sound-value of the syllable in 107. 
The change in the form has bearings on the phonetic value. The alphabe- 
tic signs, noted under OD-II, have been drawn invariably in line. Here 
again, the “‘duck”’ series of the Table—SJM draws our attention to the 
onward movements of the incipient forms of the alphabetic signs. We see 
that the primary form of the alphabetic sign, shown above 38, has been 
reduced further to much simplified forms by continuous revisions in its 
original abstracted drawing. Such changes in the forms of alphabetic 
signs—from linear to linearmost—have been considered as “technical 
developments” separately in a column under OD-II. We may guess the 
date of the beginning of such ramifications of alphabetic characters from 
the seals found abroad (MIC, p. 425-6). It must bea date much earlier 
than 2400 B.C. However, the simplified alphabetic signs have furnished 
us with many epigraphical sequences, with the help of which, the reader 
may look at the whole range. of the script under correct perspectives (cf. 
Tables—SJM, RDB, DRS, EJM, MSV and NGM). 


The ancestral descents of a sign by sublimating its gross pictogra- 
phic forms (noted under OD-I at Fig. 11-A) and the successive progres- 
sions of a proto-alphabetical character through technical developments 
(noted under OD-II at Fig. 11-B) have been juxtaposed in the Table— 
SJM for the purpose of comparative study. Obviously, OD-I contains 
older forms which can be compared with the scripts of the Ancient | 
World and the signs under OD-II, being comparatively newer, can be... 
compared with those of the New World—both Indian and foreign. Wher 
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an ancient script is compared with OD-I series, it may be called +plus 
sign study, and when OD-II series is compared with the sign of the New 
World, it may be called —minus sign study. Fig. 11-A illustrates the 
examples of +sign study and Fig. 11-B the examples of —sign study 
(Indian only). 

The +plus sign study reveals that the script, at its incipient stages, 
maintained a close relation with the hieroglyphic system of writing of an- 
cient Egypt. ‘The script as represented by the Indian seals,’ noted Prof. 
Langdon, ‘‘is more like the Egyptian pictographic system than any other 
known script.”!° Because that a few seals of Indus style had been discover- 
ed from Ur and other cities in Mesopotamia, the archaeologists were search- 
ing for the analogy of Indus script with Sumerian, Elamitic and Assyrian 
writing. Thus the existing Egyptian analogy remained unnoticed by the 
Indian scholars, although, Dr. Langdon warned us at the very beginning 
that: ‘In the first place this script is in no way even remotely connected 
with either the Sumerian or Proto-Elamitic signs...The Indus inscriptions 
resemble the Egyptian hieroglyphs far more than they do the Sumerian 
linear and cuneiform system.” The extraordinary similarity that exists 
between the ancient Egyptian art and the art unearthed from the deep 
down the “ridge” of the Indus-valley should also be observed in this 
connection. Mackay’s remarks about the Seal MIC 5 in Pl. CXVI (Fig. 
34) are most significant. ‘The third slde,” says Mackay, ‘contains a 
most interesting scene of four men in file, each carrying a standard...This 
particular scene is certainly Egyptian in feelings; indeed, if it had been 
found in that country probably no particular attention would be paid to 
it.°22. The existence of uniliteral, biliteral and triliteral phonograms 
(sound-signs), ideograms (scene-signs), and especially, a spelling system 
using “phonetic complements” (Figs. 18, 19 and 21) unmistakably detects 
the generic relations between the two systems of writing. As the avail- 
able materials display mainly the pseudo-hieroglyphic state of the script, 
this aspect of the inscriptions has remained undetected by the 
Egyptologists. 

“We must be careful,’ cautioned Sir John Marshall, “however, not 
to let these obvious resemblances mislead us into imagining that the 
Indus script was directly borrowed from any other country. The truth 
seems to be that all these scripts are inter-related, but only up to a certain 
point. Their underlying principles are the same, and there is every 
likelihood that they all derived from one common origin, which probably 
went far back into neolithic times;...”2* The archaeological documents 


10 Ibid, p. 427. 
1 [hid, pp. 423-4. 
12 Ibid, p. 395. 
13 bid, p. 41. 
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Fig. I-A illustrates examples of +-plus sign study. As a first step towards 
the decipherment, the evolution of simplified ‘‘linear’’ forms out of the 
“gross’’ pictographic signs has been recorded step by step. The ancestral 
descents of a sign, when brought into sequence, permit us to know its abo- . 
riginal signification. We know now who is who and what it signifies. 


unearthed from Mohenjo-daro point to that common source in India. It 
seems that the non-Aryan population of Sind had already a kind of 
pictographic system of writing at their disposal at a very remote period, 
out of which, both the writing systems—Egyptian and Indian—gradually 
evolved as two independent wings! The reader’s attention is drawn to 
the prism-shaped Seal MIC 10 (Mus-4) in Pl. CX VIII, on which the story 
has been narrated, part by part, in detailed drawings. The middle portion, 
the side-C of this seal, has also been enlarged here (Fig. 31) to bring into 
focus the main point of study. From left to right: there are two trees, 
one of which being uprooted is falling rightwards; next to this scene is 
the figure of a running calf (four legged cattle with horns) which is being 
chased by a wolf ora pig. The attacking animal has been represented 
symbolically by its head only. The next scene depicts that a man is pushing 
another man, wearing a long cap, towards the right to form a ‘‘dyad” 
which has been symbolically represented by the last motif. The ‘‘head” 
of the chasing wolf or pig, whatever it may be, stands for the identification 
of the chasing man, and the chased calf for the man being knocked down. 
The other two sides, A and B of this prism-shaped seal, depict the scene 
of descents of the high-landers for ‘‘political fishing” into the delta area _ 
through the jungles. Their journey culminated, according to the ar 
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Fig. 11-B illustrates the examples of —minus sign study. The incipient 
“linear’’ forms of the “derivatives” have been revised further to reduce 
the script into “‘cursive” letters. Such technical developments of the 
script have been recorded in files with a view to comparing them with 
the scripts of the New World including India. Note the striking simi- 
larity with Brahmi. 


given on the side-C, in an administrative unity of the ‘‘two lands”—the 
north and the south. (For epigraphical value of this seal refer to the notes 
on Figs. 30, 31 and 32.) Prof. Piggott has already suggested for a 
common authority having a dual seat of government in the Indus-valley 
at page 150 of his book, Prehistoric India, (Pelican, 1950): The seal, asa 
whole, commemorates the ancient tribal battle and the ultimate victory of 
the north over the south. 

Who was the uniter of the two lands? The ‘“head’’ of the pig or 
wolf identifies him as the god Set! The man wearing long het-crown is 
being identified by the calf. He represents the southern Hamitic population 
of ancient Sind. The pictographic script of the Indus-valley originally 
belonged to these Hamitic people. The Aryan-speaking followers of Set 
from the north, as the text of the seals tells us, soon began to utilize the 
script of the conquered Hamites for recording their own speech. Harap- 


INDUS SCRIPT 
MEMORANDUM No, 2 


: SIGN} - >| TECHNICAL DEVELOPMENTS OF THE 
TRANS!- FICATIONS| PRABETIE| ALPHABETIC SIGNS WHICH MAY BE 
TIONAL ° | TERMED AS “LINEAR SMALL HAND” 


Tro. 
374 | CATCH 







Peer ee ee ere 


a a 
pe 


310 PICXVII-13 


> Hoh 


560 342 | 


KAAA 


PLXIAZ = «324 404 FEM33 


| > Roo 
Wa) ~ 


hae fe a 
> 
Dy m 


Fad 


61 145 55 


ee 


ie Sa Ek ae 


37 


Table— 
SIM: 
Mohenjo- 
daro alone 
has given 
us a 
chance of 
unrolling 
the whole 
panorama 
of epigra- 
phical 
journey of 
the ‘script 
from the 
beginning 
to the end. 
The Indus 
sign-series 
have been 
flanked by 
+plus and 
— minus 
signs, both 
from India 
and abroad, 
for the 
purpose of 
comparative 
study. (The 


MIC noted 
in the Duck- 
column 

should be 
426 and 
not 429). 
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Table—RDB : The incipient forms of the alphabetical signs, drawn in 
“linear” drawings, gave impetus to the technical developments of the 
Script. Here, in this “‘linear’’ stage, true alphabetical signs were born 
to serve various nations of the world. We see that the hieroglyphic 
Q did not give birth to the Phoenician or Classical Q. It had alto- 
gether a different origin. The Indus Q derived from the phonogram- 
matic sign of a “bowman” (=Qdama-deva; MIC 12). (Cf. notes on 
Fig. 26). 
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Table—DRS : The Roman D evolved out of the ‘bow and arrow” and 
never from the Greek “delta”, whereas, Greek ‘‘delta” evolved out of 
the bird’s “beak”. The signs for C, G, T,V, M, Z-Y, O, P, E, EE, 
etc., are not very far removed from our known forms. They have sur- 
vived by their Indian and European alphabets with little detractions. 
The rounded R was substituted by tapering fish-sign to save space. K 
developed into .KK and finally to KH. The Tamil R distinctively 


retains the fish-shape. 
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Table—EJM : Brahmi Ka is the short form of KS (the last 
sound being dropped). Indus K survives vigorously in Tamil 
and Malayalam. Even in Hindi it stands with great originality. 
The phonograms speak of an early association of the Indus script 
with the hieroglyphic system of writing. Their values have been 
deciphered mostly with the help of the accompanying phonetic 
complements (Figs. 18 and 19). The signs for ht, im, bai, kher, 
mr, pr, pt, mes, tell as the story correctly (cf. fig. 20). The fact 
is that both the scripts derived from a common root in India.-- 
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Table — MSV : The 
Indo - Aryans _ found. 
many old phonograms 
unsuitable for  trans- 
cribing their language. 
They adopted many of 
them by imposing 
Aryan phonetic value as 
well _ as introduced 
altogether a new set of 
signs—pan, chakra, etc. 


Ss 








arene Ge * 


1h ea 


54 -(ArPn,) 


Table—NGM : The de- 
sign of a beheaded goat, 
representing the sound 
khn was substituted by 
the design of a beheaded 
pigeon to represent its 
Aryan equivalent sound 
hata. The ht was pro- 
nounced as at according 
to Aryan phonetics (e.g. 
Hat-hor = Athyr). 
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CHECKING BOARD 


Fig. 12 : The results of the comparative study are then applied in groups 


of our seals for interpreting the language. Sometimes, we may come — 


across solitary pictographic signs, (as on MIC 325, the pair of owls has E 
been identified as Gdr. G-18), which are older than the rest. 
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Fig. 13: Analytical Chart Showing the PTT : 
OBJECTIVE (Noncommittal) SUBJECTIVE (Committal) 
EFERENCE REFERENCE 
rasshopper=pharing (phara) 1. Falling=pharala (ph-r) 
= Sn. patana 
2. The end=sesha-a (MIC 13) 
' 3, Elimination=nidha-a (MIC 49) 







OD-I= phonogram—phara. 
OD-II=al phabet—pha (f) 
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LORD OF THE CATTLE 


Fig. 14 : This was the first seal that I could read correctly in 1954 with 
the help of the near similar hieroglyphic signs disregarding the trifling 
difficulty caused by the regional differences between the two scripts. 
From right, the hieroglyphical rendering of the inscription is P-S‘a- 
DH-‘aH-KH. Appended to it is a tick which has been identified as the 
short form of an accenting index-vowel m. The total sound value of the 
inscription then comes to pas‘adh‘ahkhm meaning ‘‘Lord of the Cattle” 
The little formal disparity that we note in between the two scripts 
is bridged with the understanding of the epigraphical history of — 
Indus-valley. ~ 
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Fig. 15 : From right, 
the initial and final 
signs of this text, 
as we have seen, 
correspond with the 
first two signs of the 
inscription on MIC 
337. These two signs 
must then represent 
P-S‘a_ (Sn. pasu), 
meaning cattle. The 
_intermediary sign 
(man with bow and 
arrow) is a phono- 
al gram, phonetic value 
of which has been 
determined from the 
semi-Masterseal MIC 
11 (Fig. 23), where- 
in the same sign is 
accompanied by the 
last part of its pho- 
netic complements 
KKie (Fig. 18). The 
sign actually stands 
for the word rakki 
(Sn. rakshi) meaning 
“keeper”. Although Dt.= 


the sign for rakki ‘a (RAKKIP 


has been put honoris 
causa in the middle, it should be pronounced later. The word then comes 


to pas‘a-rakki meaning “the Keeper of the Cattle’. 





pan typography tells us that, originally, the northerners had no script at 
their disposal for writing with, which was imported from the south, if not 
from Mohenjo-daro itself. Although, the excavated epigraphical materials, 
available at our hand, speak of an archaic Aryan tongue, they throw 
nough light on the suppressed language of the southerners too. The script 
nd the language recorded on the seals display’the period of “‘transliteration 
and transcription” in which exchanges of language and script took place 
under the control of an United Government (Wai-ra or Bai-ra) administered 
by the Aryan officials. Unless one knows the mechanism of these. 
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Fig. 16: MIC 18 is an 
example of the Master- 
seal, The phonogram, 
jirst sign from right, is 
fully accompanied here 
by the phonetic comple- 
ments in alphabetical 
signs which are expres- 
sing its complete sound- 
value following the hiero- 
glyphic system (Fig. 18). 
Masterseals, singularly 
inscribed with such expla- 
natory directions for read- 
ing the accompanying 
phonograms, certainly 
existed in large numbers 
at Mohenjo-daro. The 
sign stands for the word 
s‘ashaha (Sn. Sashaka), 
meaning ‘‘magistrate’’. 





‘aH SHA S4& 





transliteration and transcription that was adopted in this early period by 
the dominating Aryan-speaking people, one will fail to grasp the real’ 
nature of the script. The illiterate nomadic Aryans, like the hungry men 
(habhate), began to gobble the newly found script-wealth in a desperate 
manner. Gradually, they were able to develop a writing system of their 
own choice on the basis of the old pictographic script.4 This process of 


** I have identified the Hamites on the basis of the available linguistic 
evidences and not on the basis of physical anthropology. Ethnically they, 
might have been the Mediterranean people who were associated with th 
earliest agricultural settlements everywhere in Western Asia including Sind. 
It may be noted here that the predynastic Egyptians also belonged to this 
stock. Rf. Prehistoric India by Prof. S. Piggott, (Pelican, 1950) pp. 145-6. 
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Fig. 17 : The Seal MIC 463 
hieroglyphically reveals the 
word S‘a-KH-‘aH (Sn. 
sakhya) meaning ‘‘friend- 
ship”. For the time being 
it appears that Horkhuf is 
playing the Egyptian phone- 
tic instruments, on_ the basis 
of which, Putlibai, the danc- 
ing girl of Mohenjo-daro, 
sings the Indian songs. The 
real twist in the cord lies 


here. Se 





ay 
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developments, achieved through continuous experiments, has been termed 
as “PTT” (Figs. 13, 20, 21). 
As regards —minus sign study, | have already spoken much about the 
Brahmi and traditional scripts of India in the Chapter II oft his Memo. 
It may be noted here that I have purposely brought the Semitic and 
Classical scripts in the comparative tables to show that the Classical script 
had not been imported via media of the Semites. As the co-sharers of 
ancestral language, the Greeks, the Romans, as the seal-texts tell us 
inherited their due share too from these fundamental academic enterprises 
of the ancient Indo-Europeans. The Indus people did not call a bull brsha 
but bos (MIC 338); did say, unlike the Indians, “the cow drinks water” 
(MIC 537). True alphabetic writing (MIC 93) and purely syllabic writing 
(MIC 337)—both have left their traces on the seals. This is, of course, 
_ a Subject for linguistic study (see Appendix). For the present, we should 
note that the ““B” of the “Bee” and the “B” of the “House”, both had 
their root and growth in Indus-valley. The last sign (from right) on 
the Seal H 96 (Fig. 10) is a derivative (alphabetical sign) representing 
the sound B or Bai which had technically evolved out of the gross 
» pictographic sign of a bee shown in the Table—EJM. In any case, it is hard 

to imagine that the Phoenician B had direct bearings on the Classical B. 
At the most, the Classical form of the letter B might be the result of a 
compromise between the two forms of B, one from the bee and other 
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Fig. 18: Like 
the hieroglyphic 
Phonograms, 
the biliteral, 
triliteral or 
multiliteral 
signs of Indus- 
valley are al- 
most always 
accompanied by 
alphabetical 
Signs express- 
ing part or 
whole of their 
Phonetic value. 
The phono- 
grams are 
sometimes put 
honoris causa 
at the  begin- 
ning of the word 
and their comp- 
lements at the - 
end (MIC 101, 
406 etc.). 
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from the house.!* The Roman D evolved out of the “bow and arrow” 

and never from the Greek “delta’’, whereas, the Greek “delta” evolved 

out of the bird’s ‘‘beak” (Table— —RDB). The Phoenicians knew the “beak” 

but knew nothing of the “bow and arrow”. Where from the Romans 

got their D? The Greeks knew G, E and P in their nearest Indus form 

than the Phoenicians. However, I do not want to put forward any new 

theory about the Classical script at this moment. What I want to say is 

that the documents furnished with the comparative tables may be 

considered by the Classical scholars in this context also, so that the_ 
devil may get his due share too. 


8Cf. The Legacy of Egypt, ( Oxford, 1953), pp. 59-60. 
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Fig. 19 : The phonogram (a kind of 
water-hyacinth) on the Seal H 97, 
has its hieroglyphic counterpart in 
Gdr. M-16. The sign is accompanied 
here by its phonetic complements 
in alphabetical signs from both sides 
(see drawings below). The first 
sign from the left is P, and the third 
sign is N; as such the sound-value of 
this phonogram, in the first instance, 
should be PN. But when we check 
up with other seals having the same 
sign, its correct pronunciation then 


approximates to : 
pana, eg. H 256 
gives (from right) PHON. COMPLEMENTS |< 
jala-pana-e ‘‘(she) 
is drinking water’’, H.97 tlle—tl 
and MIC 22 notes 
' kaai - jala - pana -a 
H.256 E 
MIC 22 U ne 
water-sign drawn in 
the triangular form 
depicting a river in perspective. However, the existence of a spelling 


drinking water). 
The principle of 

system with phonetic complements in alphabetical signs is the important 
point that should be noted by the reader. 
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homophony is repre- 
sented by this sign 
along with the sign 
for pana (Fig. 22, 
SSA Nos. 1 and 2). It 
si also confirms the 
identification of the 


. 
IS 1S 





Discovery of a large number of Grammar School tablets indicates 
that Mohenjo-daro was the world’s first University-town. Here, in the 
foundry”,. its Aryan-speaking academicians were hammering out the 
linear “types” from gross pictographs, transforming the hieroglyphic script 
_ into pseudo-hieroglyphics and gradually discovering the complicated 
principles of alphabetic and syllabic writings out of the primitive rebus 
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Fig, 20: Not only the 
hieroglyphic spelling sys- 
tem has been followed 
here, many hieroglyphic 
signs appear in their 
correct form on a few 
older seals also, though, 
their numbers can be coun- 
ted on finger-tips. The 
signs for ht (pronounced 
as at) bai, u/w, mm, khr, 
mr, etc. do not appear 
accidentally. They can be 
checked formally as well 
as linguistically. They all 
retain hieroglyphical 
sound-value at the time of 
transcribing Aryan words 
(see Appendix). The seal 
MIC 237 is the world’s 
first concise dictionary 
giving the word bhaglala 
in the first line and its 
equivalent word wadha-a 
(Beng. udhao) in the 
second line, both meaning 
“ryun-away’’. This concise 
dictionary helps us to 
check the correct sound- 
value of U/W (hierogly- 
phic sign Gdr. G-43). 
Use of such pictographic 
signs in spelling words 
was soon replaced by the 
introduction of true linear 
type of alphabets (cf. No. 
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8 with Nos. 9 and 10) under the control of the Aryan-speaking authority. 


system. Archaeologically, we know that they were present in Mesopotamia 
at about 2400 B.C. with their fully developed script. Like the theory of 





Brahmi origin of Indian traditional script, the theory of Phoenician origifi 
of the Classical script has altogether to be revised, because the Classical 


MEMORANDUM NO. 2 


Fig. 21 : In the Seal H 247, the tree-sign is initially accompanied by 
the first part of its phonetic complement, the alphabetical sign I, which 
indicates the sound-value of it as IM (Gdr. M-1). The word should, 
therefore, be read as im-a or aima-a, meaning “‘(he) is coming’. The 
word on the Seal H 341 should be read as 4-ma-&, meaning “‘(she) is 
coming’. The seal (MIC p. 425) from Telloh, dated c. 2400 B.C., 
retains the same IM sound for the tree-sign, i.e. IM-Gie-TT-T-AKKM 
(imgit-tata-akkam) meaning ‘(the tiger) is beckoning”. But we see 
that a new interpretation of this sign has been introduced in pure Aryan 
tongue by setting the phonetic complements as V-N-A (Sn. vanaya) 
meaning ‘‘the forest” on MIC 42 which contains S‘a-Mai-LL-V-N-A. 
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Fig. 22: It is always awkward to narrate or discuss texts inscribed 
from right to left in English which is written from left to right. I have, 
therefore, changed here the direction of the inscribed matters to our advan- 
tage. There are three kinds of inflexions of the verb based on gender in 
Sanskrit viz, (1) the suffix for the masculine is ah, (2) the suffix for the 
neuter is am, and (3) the suffix for the feminine is a or j. Although, the 
Indus language is a kind of archaic Sanskrit, we shall see, its inflectional 
motifs are somewhat the same as used in the classical Sanskrit. No. 1 
represents the word pana-a (masculine), while No. 2 represents pana-m 
(neuter). Due to the homophony of signs, we get its feminine form from the 
Seal H 256 (Fig. 19) where it represents the word as (jala)-pana-€. No. 3 
gives the motif as ma-a (masculine). No. 4 ma-a-€é (feminine), No. 5 
ma-am (neuter). No. 6 hasna (masculine), No. 7 na-a-m (neuter) and 
No. 8 na-a-ma-é (feminine). No. 9 has fé-a (masculine), No. 10 fé-a-é 
(feminine) and No. I] f€-a-m (neuter). From these inflexions of the verb, 
we can linguistically confirm our identification of A, M and E. 
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people surely had full knowledge of their ancestral achievements in 
this field. The similarity between the Classical and the Phoenician scripts 
exists as a result of their common beginning in an aboriginal ‘‘type 
foundry” at Indus-valley and not because that one was successor to 
another. As the analytical charts show, Indus-valley provides us with the 
prototypes of almost all the alphabetical signs used by the various nations 
of the New World including India. Script is not a criterion of language as 
language is not a criterion of race. Although, Indo-Aryans cannot claim 
for the progenitorship of the Indus script, they were fully responsible for 
the procreation of true alphabetical characters out of the Indian spoils. 


The sign for Y on the Seal FEM 101, the sign for M on the seal MIC 
416, the sign for N on the Seal MIC 539, the sign for D on the Seals FEM 


148 and MIC 401, the sign for A on the Seal MIC 154, the sign for B on 


the Seals MIC 550 and H 96, the sign for E on the Seal MIC 46, the sign 


_ for F onthe Seal MIC 107, the sign for G on the Seal MIC 4, the sign 


for H on the Seal H 97, the 
sign for I on the Seal MIC 55, 
the sign for O on the Seal 
MIC 560, the sign for P on 
the Seal MIC 56, the sign for 
S on the Seal MIC 12, the sign 
for T on the Seal MIC 32, the 
sign for V on the Seal MIC-PI. 
CXVII-11, the sign for Z on 
the Seal MIC 319, etc. speak 
of an uninterrupted lineal des- 
cent of the alphabetical signs 
from Indus-valley to their 
immediate successors in Europe. 
We should remember that 
Europe is three thousand miles 
away from Bombay by sea but 
three hundred miles apart from 
Delhi across Kashmir-valley. 
The migration of nomadic and 
illiterate Aryan-speaking food- 
gatherers from one place to 
another has altogether a 
different story than the academic 
enterprises of the Aryan-speak- 
ing city-dwellers. 2 
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Fig 23 : Many of the ‘seals contain the sign No. 1 as initial letter of their 
text. As the Table—SJM tells us, it is an accented form of the linear B. 
On checking, it is found that the original House-B is a half-vowel represent- 
ing the sound-value Wa equivalent to Hindi a. The half-vowel nature is 
indicated by its use after Q (MIC 387, 534, 554, etc.). The arrow-shape of 
QO signifies ‘‘striking the end of the syllable’. It is, therefore, seen mostly 
at the end of the text; where it is not, a stop sign is given to indicate the end 
of the syllable (MIC 30). Still in English only vowels are appended to OQ. 
No. 2 is represented by two vertical strokes. In Hindi such strokes (see above) 
stand for the vowel sound ai. Oblique strokes, in hieroglyphic writing, 
exert the sound-value Y. The combined sound-value of Nos. 1 and 2 then 
comes to Wai, The sign Gdr. 0-6 may also be compared with the sign No. 1. 
It was pronounced as ei by the Egyptians (Greek ai, Latin ae; ref. 
G.I.G.E.C., British Museum, 1930, p. 4). We can see from the compara- 
tive tables that the sign No. 3 is an accented form of R; No.4 is V; No. 5 
is T; No. 6 is an accented form of M; No. 7 is T; No. 9 is a phonogram 
accompanied by the phonetic complements in part (Nos. 10 and 11). No. 
11 is an index-vowel modifying the sound of the sign No. 10, which is a con- 
sonantal conjunct and represents the sound-value KK (Table—DRS). I 
have, therefore, read the inscription as Wai-Ra-V-T-Ma- -T-A-RAKKie, 

which may be pronounced as Wairavatamata-a-rakki (Sn. Airdvatamataya, ~ 
rakshi), meaning the “‘Keeper of the Airavata Elephant”. 


~— 
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MIC 45! & 493 


Teg 


Fig. 24 : The so-called god Pasupati, Lord of the Beasts, is seated in the 
paryankabandha (stuck-with-the-cot) ashana, being surrounded by six 
animals. The figure of an animal or bird, beneath the cot, remains invisible 
and unidentifiable due to the partial loss of the left-lower corner of the seal. 
But whatever portion remains, it gives a clear cvidence for the existence of 
the sixth creature. We should, therefore, take the number of the surroun- 
ding animals as six, which corresponds with the six- -faceted super-imposed 
drawing of the head of the seated god. He.cannot be Siva who is a five- 
faceted (pancha-mukha) god. The figure must then be of the god Kartikeya. 
Traditionally, Kartikeya, the six-faceted god (saranana), is the son of Lord 
Siva, but is also his teacher in the science of yoga. This interpretation gets 
support from the Seals MIC 451 and 493 which represent the name of 
Kartikeya’s wife as Kaai- MARie (Sn. Kaumari). On ‘the other hand, the 
Puranas connect Siva with the Gangetic Valley only and not with the Indus 
Valley. The sign No. 1 of this inscription has been significantly drawn in a 
bigger size than the other signs to indicate its non-alphabetical quality. In 
fact, it is a determinative for yogi or yoga with which the seal is concerned. 
The 3rd sign with two legs, represents a stand (turned on the side). The 
Table—SJM displays its developmental stages and on the basis of plus and 
minus sign studies we can take it as G. The 2nd sign must be Y, the first 
letter of the syllable yoga. The Table—RDB confirms the sign as Z-Y. The 
sign No. 7 has been put below in the 2nd line due to short of space, which, 
we have seen, is M representing the initial sound of manushya (man). The 
sign No. 4 is A; No.5 is Land No.6 is A according to my analysis noted 
in the comparative Table—SJM. The whole inscription then can be read \as 
_(Z) Y-G-A-L-A-M (Sn. yogalayam) meaning the ‘“‘gymnasium for yoga’. 
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Fig. 25: We have seen that the picture illustrates the contents of the text of 
the seal (Chapter III). The seals FEM—PI. XCII, 5 and 6 are two impor- 
tant documents in this respect. The side-b of No. 5 depicts the roads and 
lanes with bends and circles while the side-a furnishes with the explanatory 
caption “gamanacharraam’” which means “going for a stroll”. The side-b 
of No. 6 depicts a pucka square constructed with stone or brick while the 
side-a furnishes with the label “‘chatalae” which means “the square’. Such 
illustrated tablets were used for educating pupils in the language. 


APPENDIX—SELECTED READINGS 
MIC 5: V—A=va-a, Sn. vaya; (fear). 
MIC 6: WY—T—HATA—(T)ai—Ku—r—S‘a—I—_N—N—NI (.) I-IE 
=wyta-hataikur-s‘aananani (.) ai-ie; (the army is advancing for- 
: self-slaughter). 
MIC 8: BAI—AT—N—L—Ra—S‘a— NI—Q=Baiatanalara-sainiq; — 
(riverain soldiers of Baiata). 
MIC 10: KHai—FE—T-—Ma-—A=khaifétama-a; Sn. kupita**; 
(being angry). 
MIC 15 : GAR—S‘ANA—DHEE = garsainadhee; (commander of atmy _ 
from the fort). “ 





Fig. 26 : 
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The figure of the “bowman’” with a triangular shaped bow in the 


Seal MIC 403 should be compared with the figure with a rounded bow in the 
Seal MIC 406. The former sign stands for the sound qama-(deva) and the 
latter for s‘ani(q). Here the word gama means “works” and most probably 
the military or public works. For the phonetic complements of the phonogram 
S‘a-NI-O refer to the Masterseal MIC 65. The phonetic complements 
(on the Seal MIC 406) interpret the initial phonogram as SH-H-E (saha-€) 
meaning ‘‘the commander’’. : 


MIC 19: 
MIC 21: 


MIC 24: 


MIC 25 


APPENDIX—SELECTED READINGS (contd.) 
Kaai—SH—L—Q=kaaishalaq; (has coughed). 
Tmae—r—Ra—( x X X )—S—SH—A=tmerra-sesha-a; (has 
the workshop been closed ?). 
Dm—A—LL—r—Ma—A=damalalarma-a; (takes breath). 
: SH—NI—IE=shuni-ie; (is over hearing). 
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MIC 26 : 


MIC 29 : 
MIC 30: 


MIC 32: 


MIC 33: 


MIC 333: 
MIC 334: 
MIC 335: 
MIC 336: 
MIC 338 : 
MIC 339: 
MIC 340: 


MIC. Pl. CXVIII, No. 10: (A) The fish in the mouth of the gharial Te- 
presents r, while the flying arrow behind the gharial represents q. ir 


INDUS SCRIPT 


+ Fig. 27 : Although the 
direction of writing is 
mostly followed from 
right to left, in the Seal 

S MIC 16, the direction is 
first followed from right 
to the 3rd sign, then 
from left to the third 
sign and from there to the 
down below. The arrow- 
shaped monogram of 
KH-N, put in the 2nd line, 
divides the first part of 
the word from the second. 
The inscription is read as 
“(1)  SH-SH-4!, (2) 
NI-R, (3) KH(in part 
only)-N”’, the total sound- 
value of which, is ‘‘shasha- 
z-nirkhana”’, meaning 
“observes with dismay”. 


APPENDIX—SELECTED READINGS (Contd.) 
N—GAR—Nai—S‘a—DH—A=nagaranai-sidha-a; (enters into 
the city). 

Dm—A—NI—AT=dama-niata; (is taking breath); 

S‘a— NI—Q(.)I—AKKN=S‘aniq-iakkana ; (the soldier is 
coming in) 

Kaai—G—G—N—T—L— Q=Kaai-gaganatalaq; (the cattle is 
lowing). 

YEE—SH—Rai—L—HKY—A=yéeésharai-lakkaya; (secretly 
observing). 

SH—V—A—KH—A=shavaakha-a; (with fear in the eyes). 
Kaai—GM— S—A=kaai-gamasa-a; (the cattle is going). 
KHm— YEE—A=khamyee-a; (eating). 
DAK—I—DH—EE—A~— M=dakaidhaééam; (starts lowing). 
SHA—SHA— WSH=shashawasha; (is threatening). 
NI—RAKKI—Ma—A=nirakkima-a; (observes). 


(Ist line) Wai—SHA—S‘a— DH -— (2nd line from left) PANA— . 


GAR=Waishas‘adhapanagar; (name of a city). 
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v- NS 
A—N-KK—L EI-HATA-T—H—R—N 


ba Acta] 





Fig. 28 : “‘Apprehension of murder’ (narahatahtai-lakkana-a) is the content 
of the text on the Seal MIC 77. The third sign, from right, is a solitary 
motif which does not occur again in any of the seals. As such, there is no 
~ chance of checking it from other references. The fifth sign from right is 
a phonogram representing the sound hata, of which the sixth sign T is the 
concluding phonetic complement. The fourth sign is .also T (i turned to left 
for adding style to the lettering). — 
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The prism- 
shaped 
Seal MIC- 
PI. CXVI- 
25 is 
having the 
names of 
the three 
Vedas 
inscribed 
serially on 
its three 
sides. The 
side-C 
contains 
R-Q and 
the side-A, 
S-A-M. 
The side-B 
is illegible. 





Indira Gandhi Natio 


MEMORANDUM NO, 2 61 


Fig. 30: 
However, from 
the side-a of 






the similar F 
Vedic Seal 
FEM-PI.CI-12 


PA Ot [omenai 


we recover the 







name as mN-J- ° 

S or ‘ainN-J-S. AaB eae 

oe NAIN 
ings of the 

see MIC-PI. 

CXVII - 12). 


that the word nt 

RK has been spelt as RQ. SAMA has been written as S-A-M. 
But it can be pronounced as sa-a-m also. YAJUSA has been spelt, 
‘aint+N—J—S. If the first sign is m or mm then in combination with N it 
may give the sound-value of Bengali or Hindi 3. The identification, how- 
ever remains doubtful due to the short size of m placed at the lower margin, 
which is usually put at the upper ridge. For the present, let us take it as a 
short form of ‘ain. 





SET THE DOMINATING GOD 


ee : a Fig. 31: (detail) 
Vinge re it Hist i The prism-shap- 
nih HT it =ed =Seal MIC- 
he Pl. CXVI-I4 
5, is the Indian 
“Na’rmer Palet- 
te”, depicting 
the local scene 
of an ancient 
' tribal battle and 
the victory of 
the North over 
the South. (For full-sized line drawings of this seal please refer to MIC- 
PI. CXVII-10). Refer to the Appendix also for epigraphical significance of. 
this seal. 
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1 2 


SUR MAPYTE 
AM-AIENI A TTTIE-GIM 
MALE NI oe 


~~ 


UNLOADING M 


or SCRIPTURE (he tiger) IS BECKONING' 


RAEN Ssecue BANE OE 
MA-RR-PaN rv 


UNABLE (+o) 


(BOX FULL OF VY 
GOLD OR COIN) t 





zoreeq 10F °30 


Fig. 32: The above inscriptions have been printed in MIC between the pages 
425 and 426. The seal No. 1 comes from Telloh, a site in Sumer dated 
c. 3000 B.C. The seal No. 2 is also from Telloh. The seal No. 3 is from Kish 


APPENDIX—SELECTED READINGS (contd.) 

total epigraphical significance of this enigmatical writing is r-q’ which has 
been alphabetically inscribed on the side-C of the Vedic seal No. 12 in 
the same plate (B) It is an enigmatic representation of the side-B of 
the same seal. The closed mouth of the gharial represents ‘ain and its 
legs portray n, while the legs of the duck represent j. The sign of the 
woman’s breast (Gdr. D-27) at the top left corner stands for s. The total 
epigraphical significance of it is ‘ainn-j-s. (C) It is an enigmatic repre- 
sentation of the side-A of the same seal. The pig’s head represents s and 
the calf’s head a. The tree, shaped in imitation ofa human body, indi- 
cates m. Total epigraphical significance of the writing is s-a-m. 
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and No. 4 from Susad. The seal No.5 is from Djokhé. The forms of the 
Script, as appear on these seals, can be dated roughly as 2400 B.C. on the 
archaeological basis (Langdon—MIC, pp. 423-427). Against the column 
No. 6, (above), 1 have compared the human figure representing M of the 
Indus script with that of the seal No. 3 from Kish. 


Fig. 33 : The Kish figure is having a clearly drawn round head over the body 
whereas the figure from Mohenjo-daro does not. It may be noted here that 
the determinative figure of yogi, on the Kartikeya seal (Fig. 24), does not 
have any sign of the head on its body also. It shows that the iconoclastic 
rulers of Indus-valley did not permit the scribes to portray the human 
figure in full. Again, the particular form of S used on the seal No. 5 from 
Djokha was not known to the Indus-valley people. This form of S is organi- 
cally more akin to the later form of the Brahmi S. The next sign, the 
dipthong 4E, has been used rarely in the inscriptions of Indus-valley; 
whereas it occurs perfectly onthe sealNo. 1 from Telloh. The shape of 
the Brahmi loop-shaped M has striking parallel to the letter M on the 
seals from Djokha and Telloh. Such a form of the letter for M has been 
rarely used on the Indus-valley seals. On these grounds and as the name of 
Magadha is appearing on the seal No. 5 from Djokha, Iam inclined to resolve 
that these seals (Nos. I to 5) did not travel to Mesopotamia from Indus- 
valley but from eastern India, where they had been manufactured under the 
care of non-iconoclastic rulers. 


‘ NI-KKAI-KU-RAKKI-BA 

Fig. 34 : (at p. 64) The word nikkaiku-rakkiba may mean “shall protect the 
unity” or simply “shall (certainly) protect”. If the latter interpretation is 
accepted by the linguists, then it would mean the “‘protection of cows” (cf S. 
Piggott—Prehistoric India, p. 263). It is an oath of allegiance. 
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